The introduction of a National Curriculum to England and Wales in 1988 Music from 5 to16 in 1985 (Rainbow & Cox, 2006 . Although it may be argued that all schools did teach music, there can be little argument that the content of lessons varied from school to school, county to county and even country to country. As products of such a system, it was not surprising to find evidence of teachers lacking confidence in teaching the subject, both in the UK (Mills, 1989; Wragg et al., 1989 Wragg et al., , 1992 Hennessy, 2000 , Holden & Button, 2006 Seddon & Biasutti, 2008) and beyond (Fahnoe, 1987; Jeanneret, 1997) -although there is more recent evidence of teachers producing good quality lessons in primary school music (Estyn, 2003; Ofsted, 2009) . Curriculum. Mills, writing in 1996, proposed that in a decade or so, when the great majority of those entering teacher training will have followed the National Curriculum in music . . . we may be able to assume that trainees require only refreshment, and not development, of their musical knowledge. This is not the case at present. (1996, p. 126) More than one decade on, this article provides an update on progress.
Prior to the introduction of a National Curriculum to schools in English and Wales there was no legal compulsion to teach music in the primary school and no statutory subject content, despite the positive impact of non-statutory guidance provided by Her Majesty's Inspectorate (HMI) in

In this context, the introduction of a National Curriculum for schools in England and Wales in the 1988 Education Reform Act (ERA) should have provided a consistent and progressive music education for all children. It would be hoped that upon completion of this process of musical education, potential student teachers should have a thorough grasp of music as taught in the National
In the schools of England and Wales, although ' (DfEE/QCA, 1999, p. 124) . The equivalent curriculum in Wales at the time required that pupils be taught to 'listen attentively to their own and others' music in order to make distinctions within the musical elements' (ACCAC, 2000, p. 169) Swanwick (1996, p. 30) Shulman's (1987) model of pedagogic content knowledge to be successful, teachers must possess sufficient understanding of the musical elements to be able to transform them into effective lessons. However, the epistemological model under discussion is not the restorationist 'curriculum of the dead ' (Ball, 1995) inherent in much of the political debate when the National Curriculum was first introduced. The intention of the research which forms the basis of this paper was to ensure that Spruce's (2003) concerns, raised in response to Gammon (2003) , about musical knowledge existing separately from musical experience did not materialise. As will be outlined further below, knowledge is only assessed with the intention of subsequent engagement with practical music making ensuring knowledge about music rather than knowledge of music (Swanwick, 1992) Bray (2000, p. 88) and Lamont and Maton (2008) 
T h e e d u c a t i o n a l c o n t e x t
It is inevitable that the musical background of the student teachers in the study would be varied as in the UK (and elsewhere) there are many options open to children to develop musical skills, knowledge and understanding both within and outside of school. Since 1988 the ERA Act music has been a compulsory part of education for all children throughout the primary school (age 4-11) and then into secondary school until the end of Key Stage 3 (KS3) at age 14. The option to drop music at this stage has the potential to limit the impact of a National Curriculum and allows many prospective primary teachers to begin their initial teacher education and training with a musical education only four years in advance of that which they are required to teach -assuming that they themselves reached the required level (4-5) for the end of that key stage. Evidence from
M u s i c a l e x p e r i e n c e
In order to assess the musical background of student teachers, both in compulsory education and outside, they were asked to answer the questions listed in Fig. 1 
F i n d i n g s
What was immediately apparent from all of the sample groups is the large number of students who played musical instruments at some level. Overall, those playing instruments or singing represent 53.8% of the sample group (Table 3). Although many had not
T h e t e s t s
Having established the background of the sample group it is possible to look at their knowledge of the musical elements and if necessary relate to their musical background. In designing the test, all the musical elements were listed from National Curriculum
G a r y B e a u c h a m p
correct answer. In instances where the meaning was not clear, a professional judgement was made on the evidence available. In common with many examinations a correct answer qualified with an incorrect answer was not credited. In addition, students repeating words from the stem of the question as part of the answer were not given credit unless the response was qualified in some way.
T h e m u s i c a l e l e m e n t s
In outlining the results in Table 5 , the results shown are for the combined sample group as statistical analysis showed no significant difference between them. What is significant is that the students studying to become Key Stage 2 (KS2) teachers (7-11 years) 
outperformed those preparing to teach the younger 3-7 age range (Early Years and Key Stage 1 [KS1]) in all components of the test, despite no significant difference in this musical experience or qualifications. Each element will be examined in detail below, including examples of answers given, before returning to examine overall findings and their consequences.
Pa c e
Most students were able to provide a musical explanation of pace as a musical element (Table 6) , although this actually dropped with the matching test (perhaps because of the process of elimination discussed above). There was some confusion when students tried to explain pace in terms of time signatures (e.g. S. 11 '3/4 etc.' and S.64 'The time the signature of piece of music is to be played at 4/4, four crotchets in a bar') which was not allowed as this would not dictate the tempo of a piece. 
As perhaps might be expected given its everyday use in language, the majority of students were able to explain what silence was in a musical context, particularly in the matching test (Table 8) .
The ' (S.171) , 'different quality of sounds ' (S.194) and 'the quality of the sounds being played ' (S.234 -itself open to different interpretations) . There were G a r y B e a u c h a m p (Mills, 1996, p. 126) . In the light of current student concern that the amount of training they have received in relation to teaching music is inadequate in an overloaded curriculum for initial teacher training courses (Hallam et al., 2009) , this study will raise awareness of the need to develop student teachers' knowledge of timbre, texture, dynamics and structure before, and during, musical activity in their education and training. In addition, this study suggests that this need is greatest in students who are preparing to teach Early ' (DCELLS, 2008, p. 12 
clearer definitions noted the deliberate use of silence as a compositional technique, such as 'no intentional musical sounds' (S.171) and 'every piece of music has silencewhich is just as important as the sounds' (S. 159).
